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Yurii Lawrynenko's Anthology Rozstriliane Vidrodzhennia
Mark Andryczyk
T
han k you fo r invi t in g me to t he sy m pos i u m 
“Yurii Lawrynenko: Path and Legacy” and 
allowing me to say a few words about Mr. 
Lawrynenko in conjunction with the addition of 
his personal papers to the Bakhmeteff Archive. I 
will begin by sharing with you something I have 
observed while teaching Ukrainian literature in 
North America and in Ukraine in the last few 
years. During classes in contemporary Ukrainian 
literature that I have taught (and am presently 
teaching here at Columbia), I discuss with my 
students the 1971 contraband, samvydav (samizdat) 
almanac Skrynia (The Chest) ; it was produced by 
the 1970s Lviv underground intellectual scene, 
which included such influential Ukrainian cultural 
figures such as Hryts'ko Chubai, Mykola Riabchuk 
and Oleh Lysheha, among others. When I pass 
around a republished version of the journal in 
class, my students have difficulty grasping the fact 
that appearing in, being associated with and even 
reading this literary journal (which was mostly 
apolitical, emphasizing, aesthetic freedom above 
all else) had led to harassment by the state and 
persecution in the Soviet Union—and that such 
a si tu a t i o n e x i st e d in Uk raine on ly a few de c a d e s 
ago. The idea of a few poems, a short story and a 
translation having such a potential society-altering 
force and, therefore, posing a threat to government 
authority, is difficult for students to imagine, today, 
in twenty-first-century Toronto, New York and 
Lviv.
My talk today is entitled “Kharkiv—Paris—
Kharkiv: Yurii Lawrynenko's Anthology Rozstriliane 
Vidrodzhennia” and I want to focus on the path that 
this publication, and its contents, have traveled in 
the last 90 years or so—beginning with the genesis, 
of the l iterary works that the compilation contains (in 
1920s Kharkiv [and Kyiv]), through the anthology's 
publication in Paris in 1959, and finally, to its return 
to Ukraine—now a post-Soviet one. And because we 
have assembled here this afternoon on the occasion 
of the archiving of a series of personal papers and 
documents, I would like to steer my talk towards 
reflecting upon the meaning—the resonance—of
documents and anthologies of a past time in the 
present day.
Kharkiv I
The year 1926. Soviet Ukrainian Literature 
is beginning to enter its most purple patch. Yurii 
Lawrynenko is a twenty-one year old student 
studying literature at the Kharkiv Institute 
of People's Education. Later, he works at the 
Kharkiv Shevchenko Scientific Research Institute 
and produces his first works of literary criticism, 
choosing to focus on the poetry of Vasyl' Elan- 
Blakytnyi, Vasyl' Chumak and Pavlo Tychyna. 
Thus, at the beginning of the 1930s, we have a 
young man living in Kharkiv, surrounded by
the energy of rebirth and a vision of progress in
Ukrainian culture—a culture being created by 
intellectuals who are a few years older than he. We 
have this young man beginning his professional life 
as an analyst of the cultural achievements of this 
exciting period. In 1934, during Stalin's assault on 
this culture, Lawrynenko is imprisoned and, from 
1935 to 1939, he is incarcerated in a concentration 
camp established above the Artic circle, in Siberia. 
Upon his release, he travels on a path that leads him 
continually farther West—Kyiv, Lviv, Austria—and 
finally, in 1950, Yurii Lavrynenko emigrates to the 
United States.
Memoirs written by two of Lawrynenko's 
contemporaries, fellow emigres Hryhorii Kostiuk 
and Iurii Shevelov (aka Iurii Sherekh), describe 
Ukrainian intellectual life in Ukraine, in displaced 
persons camps and in the United States. In their 
memoirs, both writers recall Lawrynenko's 
characteristic and enduring Romantic notion of a 
bright future for the Ukrainian nation and the grand 
plans that he would dream up in order to achieve 
this goal.1
1. See Hryhorii Kostiuk, Zustrichi i proshchannia: spohady 
(knyha druha) (Edmonton and Toronto: CIUS Press, 1987), 
228 and Iurii Sherekh, “Z povisty pro dvokh Iurkiv,” in Po- 
rohy i zaporizhzhia vol. 2 (Kharkiv: Folio, 1998), 345-356.
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Paris
Living in New York City, Lawrynenko expends 
almost two years of dedicated work compiling the 
anthology Rozstriliane Vidrodzhennia: Antolohiia 1917 
1933 (The Executed Renaissance: An Anthology 
1917-1933)2. Published in 1959, in France, by 
Poles, and printed in Germany, the anthology 
places Ukrainian literature of the 1920s within the 
European cultural space, a development that had 
brutally been denied it by the Stalinist regime of the 
recent past.
The anthology features twenty-six poets, seven 
prose writers, two dramatists and eight essayists, 
and excludes any literary work that had been 
published in a censored form in the Soviet Union;
it also omits any literature written by Ukrainian
emigres in the West. Thus, the 1959 anthology 
offered not a representation of Ukrainian literature 
as it existed at the middle of the twentieth century 
but, instead, provided a sampler of literature that 
had been written over a quarter century earlier. In 
the volume's introduction, Yurii L awrynenko reveals
2. Iurii Lavrinenko, Rozstriliane vidrodzhennia: Antoholohiia
1917-1933. Poeziia-proza-drama-esei (Paris: Instytut Liter-
acki, 1959).
that the phrase “Rozstriliane Vidrodzhennia” (The 
Executed Renaissance) had already been coined 
by him in 1944; he conveys great frustration at 
the world's ignorance of this period in Ukrainian 
cultural history and then expresses his relief that 
this ignorance was finally being addressed in a 
publication. At the outset, and throughout the 
anthology, Lawrynenko blames Moscow's imperial 
ambitions for orchestrating the violent silencing 
of Ukraine's leading creative talents. In essence, 
Rozstriliane Vidrodzhennia is a collection of literary 
works (many copies of which had been previously 
unpublished and, therefore, self-typed) that had 
been provided by a circle of Ukrainian intellectuals 
now living in the West and culled from their personal 
collections—the very same literary works that, 
practically and symbolically, had led to the exile of 
these women and men from their homeland.
Each writer featured in the anthology is given 
a brief introduction by Lawrynenko, providing 
biographical facts, bibliographic information 
and a timeline paralleling the first appearance of 
the featured literary works with events leading 
up to the eventual, complete take-over of Soviet
literature by the State. These introductions also




Iurii Lawrynenko, Rozstriliane vidrodzhennia: Antolohiia 1917-
1933, Poeziia-proza-drama-essei (Paris: Instytut Literacki, 1959). 
This small pocketbook edition was designed for unofficial, free 
distribution in Ukraine. It was smuggled into the country and dis-
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offer brief critiques by Lawrynenko of the featured 
writer's work. For example, in his introduction to 
prose writer Valerian Pidmohyl'nyi, Lawrynenko 
points out that the writer's style had first changed 
from ethnographic naturalism and impressionism 
to expressionism in his early works and then 
eventually to realism in his later, longer prose 
works.3 Lawrynenko lauds the sober scepticism of 
Pidmohyl'nyi's prose but criticizes his first novel, 
Misto (The City), for providing what Lawrynenko 
believes may be a censored ending to the novel. 
Lawrynenko expresses his belief that a city brings 
out the worst in a Ukrainian villager and he faults 
Pidmohyl'nyi for presenting the novel's hero, at 
its conclusion, as having ‘conquered' the city and 
having made it his own. But this very theme, I 
believe, is an essential element in Pidmohyl'nyi's 
long prose—his works reflect the conflict that ensued 
as Ukrainianization (and Ukrainians) began to 
establish itself in the urban centers of 1920s Ukraine. 
Lawrynenko offers a more favourable review of 
Pidmohy'lnyi's subsequent novel Nevelychka Drama 
(A Little Touch of Drama), praising the work for 
harshly depicting the emotionless, new Soviet man 
of the future being constructed by the State at that 
time. This theme is certainly present in Nevelychka 
Drama, but I believe that it is the clash between 
idealism and reality and the exploration of the role 
of art in buffering that collision that are central to 
that novel. And in Nevelychka Drama, the presence 
of Ukrainianization in the city, the possibility of it 
being fashionable and desirable for a young city- 
dweller in 1920s Soviet Ukraine, is a topic that is 
significant in Pidmohyl'nyi's later works.
In another introduction featured in the 
anthology, Lawrynenko, similarly, but less directly, 
criticizes futurist poet Mykhail' Semenko's 
experimental poetry as being full of “urban motifs, 
instead of dreamy, personal lyricism,” describing 
it as a poetry that “demonstrates itself loudly and 
publicly from within the din of cafes and streets.”4 
Lawrynenko, however, correctly points out that 
such form was essential to Semenko's creativity and 
ultimately recognizes the poet's “free bohemian 
spirit” and its influence on Ukraine's young creative 
talents. Introductions to Pavlo Tychyna and Mykola 
Bazhan (and, to a lesser extent, Iurii Ianovs'kyi) are 
quite biting, making sure to mention the various 
government accolades reeled in by these men as 
their careers as official Soviet scribes evolved.
Rozstriliane Vidrodzhennia concludes with 
an essay by Lawrynenko entitled, “Literatura
3. Ibid., 443-447.
4. Ibid., 110-111.
vitaismu" (Literature of Vitalism). In it, he 
discusses a particular, Ukrainian form of evil, 
which is characterized by jealousy, egocentrism, 
apathy and a Little-Russian mindedness, and 
compares it to its Russian variety; he then looks at 
the relationship between the two nations through 
this prism. Lawrynenko does not blame the 
Russian people for aggression towards Ukraine but, 
instead, the Russian imperial ambitions propagated 
and enforced by their leaders. He then proceeds 
to break down the fifteen years of the period he 
designates as the Executed Renaissance into four 
phases and then proclaims that a consequential, fifth 
period in Ukrainian literature, from 1934 to 1959, 
produced no literary works of merit. He concludes 
the anthology by implying that this Renaissance 
was never really executed, and that it lives on. His 
anthology, no doubt, was an effort to help realize 
that assertion.
In a 1999 essay, George Grabowicz wrote that 
the term ‘Executed Renaissance' cannot be used to 
refer to all of the writers included in the anthology 
as they all eventually suffered different fates.5 
According to Grabowicz, the term cannot function 
as a register of who was politically repressed at 
that time. In the end, however, Grabowicz states 
his understanding that the ‘death' implied in the 
title ‘Executed Renaissance,' refers to the execution 
of a movement in literature, and not necessarily to 
individuals. And this, I believe, provides a key to 
understanding the anthology's value and purpose 
today.
Nineteen hundred fifty-nine was also the 
year of Lawrynenko's important essay “Literatura 
merezhovo'i sytuatsi'i" (Literature of a Borderline 
Situation), which opened an issue of the Paris- 
based, Polish intellectual journal Kultura (the journal 
responsible for the anthology's publication).6 In this 
essay, Lawrynenko examines the conflict that an 
Eastern soul (the Ukrainian soul) encounters when 
facing evil and utilizes the biographies of four writers 
from the generation of his expertise to illustrate 
his thesis of sacrifice. According to Lawrynenko, 
Pavlo Tychyna risked dancing with the devil and,
5. Hryhorii Hrabovych, “‘Kobzar,' ‘Kameniar' i ‘Dochka
Prometeia': ukrains'ki literaturoznavchi paradyhmy ta lkhni 
pidteksty,” in Do istorii ukrains’koi literatury (Kyiv: Krytyka,
2003), 588-589.
6. The essay was originally published in Polish as Jurij 
Lawrynenko, “Literatura sytuacji pogranicznych,” trans. 
Gustaw Herling-Grudzinski Kultura 3 (1959): 5-17. I am 
referencing a Ukrainian-language version of the essay pub-
lished as Iurii Lavrinenko, “Literatura mezhovoi sytuatsii,” in 
Prostir svobody: ukraina na shpal’takh paryz’koi ‘Kultury, ed. 
Bogumila Berdychowska (Kyiv: Krytyka, 2005), 377-397.
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Yurii Lawrynenko on an illegal visit to Kharkiv after his release from the camp in Norilsk, 1939.
6 The Harriman Review
as a result, was transformed from a poet into a 
commissar. Mykola Khvyl'ovyi himself induced 
physical death (his 1933 suicide) in order to escape 
a spiritual death. Mykola Kulish, incarcerated for 
many years, slowly suffered towards his eventual 
salvation. And, finally, Teodosii Os'machka dis 
guised his strength as a weakness (by escaping 
towards insanity) in order to survive.
Yurii Lawrynenko died in New York City 
in 1987, just as many, previously-banned works 
of Ukrainian literature begin to appear in Soviet 
Ukraine.
its influence on the formation of the shestydesiatnyky 
(the 1960s generation of Ukrainian intellectuals).10 
In fact, as Polish literary scholar Ol'ha Hnatiuk 
cleverly worded it, “after the shestydesiatnyky were 
introduced to the Rozstriliane Vidrodzhennia, they 
were no longer led by the Party but by Clarinets 
of the Sun.”11 Mel'nykiv also sees Rozstriliane 
Vidrodzhennia as being “a baton of the spirit—of the 
lively, young, strong, vitalist spirit of rebirth” and 
proclaims that “writers in independent Ukraine 
look for the foundations of their identity in the 
aesthetic excursions of the ‘Red' Renaissance.”12
Kharkiv II
Today the term rozstriliane vidrodzhennia 
shows up quite often during discussions of 
Ukrainian literature in Ukraine. For example, in 
a recent interview writer (and Bu-Ba-Bu member) 
Oleksandr Irvanets' recalls that information about 
the anthology Rozstriliane Vidrodzhennia was 
slowly passed along throughout underground 
intellectual circles in mid-1980s Ukraine.7 Now the 
works featured in Rozstriliane Vidrodzhennia have 
“returned” to Ukraine—the anthology has been 
republished there several times. Consequently, the 
anthology has lately become the subject of literary 
criticism and book reviews.
Reviewing the republished anthology, and 
reporting on its launch in Kyiv in 2002, the journal 
Literatura Plius mentions that the anthology was 
lauded as being “an example of the high level and 
good taste of its compiler,” but also criticizes today's 
publishers of the anthology for not correcting 
inaccuracies in the original publication which, they 
explain, Lawrynenko could not have known about, 
but which can now be researched.8 Another review 
of the anthology refers to it as “a marvelous book 
which provides live recollections of those that been 
forced to be silent” and “a qualified illumination 
of the creative work of forty authors presented at 
an appropriate philosophical level.”9 Rostyslav 
Mel'nykiv, a young scholar based in Kharkiv, who 
specializes in Ukrainian literature of the 1920s, 
mentions the anthology's importance in the history 
of Ukrainian literature and culture and points out
7. Iurii Andrukhovych, Oleksandr Irvanets', Viktor Neborak,
“Iak vono bulo. interview by Vasyl' Gabor, in Bu-Ba-Bu ’
(Iurii Andrukhovych, Oleksandr Irvanets', Viktor Neborak):
Vybrani tvory: poeziia, proza, ese'tstyka (L'viv: Pryvatna 
kolektsiia, 2007), 15.
8. Literatura plius 4 (39) 2002.
9. Smoloskyp ukramy 5 (82) 2002.
Conclusion
The chief importance of Rozstriliane Vid- 
rodzhennia, when it was published in 1959, was its 
success in organizing, introducing and making 
available to the public the wonderfully diverse 
literary works of an entire generation of Ukrainian 
writers. By no means disregarding the need 
to disclose the horrific political circumstances 
surrounding these intellectuals and the obligation 
to memorialize their tragic fates, it is the very act of 
re-introducing these important literary works into 
the stream of Ukrainian literature (albeit outside 
Ukraine) that was the anthology's greatest value.
So then, what is the value of the anthology 
today, after the texts on its pages have, for the 
most part, reappeared in other publications and 
have been made available inside and outside of 
Ukraine? What is its significance for those students 
of Ukrainian literature, whom I mentioned at the 
beginning of my talk?
First, I believe that the publication of the 
anthology by Kultura (the first time that Kultura had 
ever published an all-Ukrainian language book), 
interestingly enough, was a precursor to the close 
relations between Ukrainian and Polish literati 
that we have come to see in Ukraine in recent 
years. From the activism of certain members of the 
Polish literary scene in introducing contemporary
10. Rostyslav Mel'nykiv, “Estafeta dukhu Vidrodzhennia,” 
Smoloskyp ukramy 7 (84) 2002.
11. Ol'ha Hnatiuk, “Sto rokiv samotnosti,” Dzerkalo ty- 
zhnia No 26 (605), 8-14 July 2006. page. The phrase is a 
pun borrowing the titles of two poetry collections by Pavlo 
Tychyna. Soniachni Klarnety (Clarinets of the Sun, 1918) was 
Tychyna's first collection; in it, he established his own poetic 
style, clarinetism. Partiia vede (The Party Leads, 1934) was 
Tychyna's second collection of poetry written in the official, 
socialist realist style. It was published shortly after the writer 
capitulated to the Soviet regime.
12. Mel'nykiv, “Estafeta dukhu Vidrodzhennia.”
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Ukrainian literature to the Polish (and consequently, 
German, and perhaps, other) reader, to the support 
provided by Polish intellectuals during the Orange 
Revolution, relations between Polish and Ukrainian 
intellectuals have been quite helpful in extending 
the reach of Ukrainian literature. The anthology 
Rozstriliane Vidrodzhennia was an early example of 
the fruitfulness of such cooperation.
But, I believe that the anthology's greatest value 
is in its acting as a “mark of an era.” It is a snapshot, 
a fi xa t i on of t he dy nami c an d t he co n c ern s of a 
time that is no longer. A few years ago I had the 
opportunity to visit the Kharkiv Literature Museum. 
Life-size photo cut-outs of the main figures of the 
1920s Ukrainian cultural scene, taken from a well- 
known VAPLITE13 meeting photo, are what greet 
you when you enter the museum's main room. 
Thus, the piercing, direct stare of the cross-legged 
Khvyl'ovyi and the barely-hidden smirk of writer 
Maik Iohansen surround a visitor to the museum 
as he/she examines the manuscripts, original 
publications, photos and personal documents of 
these men. This is the same feeling I get when I flip 
through the pages of Yurii Lawrynenko's anthology 
(and will undoubtedly experience when I look at 
the photos and letters of his archive). What these 
artefacts and publications do is provide you with 
a sen s e of t he im po r t an c e tha t l i t era tu re he ld fo r 
Ukrainian existence at that time—an importance 
that inevitably faded when Ukraine gained its 
independence.
Yurii Lawrynenko introduced the term 
rozstriliane vidrodzhennia into today's Ukrainian 
lexicon—the term has an almost pop-cultural status 
among educated Ukrainians. However, reading 
and re-reading the anthology today, d espite the 
sad biographical facts contained therein, one 
gets a sense not so much of a negative resonance 
associated with execution and death. What 
pokes through, instead, is the vigor of vitalism, 
of clarinetism. Notwithstanding the fact that 
Rozstriliane Vidrodzhennia's publication in 1959 was 
necessitated by tragic events in Ukrainian history, it 
nonetheless is a book of positive energy. Today, it 
offers the reader an authentic glimpse into a period 
of immense creativity in Ukraine, though the eyes of 
a man who was one of its participants and perhaps 
its most devoted caretaker.
Blakytnyi-Ellan:Biohrafi chno-krytychnyi narys (Kharkiv, 1929),
one of Yurii Lawrynenko's earliest works of literary criticism, pub-
lished in Ukraine as a research project while he was still a graduate 
student. Inscribed by the author to his sister Mariia and her friend 
Oleksa.
14. VAPLITE (Vil'na akademiia proletarskoi literatury [Free 
Academy of Proletarian Literature]) was a writers' organiza-
tion which existed in Kharkiv between 1925 and 1928. Liter-
ary works by many of its members are featured in Rozstriliane 
Vidrodzhennia.
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